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INTRODUCTION

DEDICATION AND RECEPTION

Beethoven’s two sonatas op.2y were issued in 1802 by
the Viennese firm of Giovanni Cappi, with a title-page
describing each of them as being “quasi una fanta-
sia”. Uniquely for a publication containing more than
one work by Beethoven composed at the same time
and issued under a single opus number, the pieces
had different dedicatees: the first sonata of the pair
was inscribed A Sua Altezza la Signora Principessa Gio-
vanni Liechtenstein nata Langravio Fiirstenberg, while the
second — the so-called ‘Moonlight” Sonata — bore the
name of Contessa Giulietta Guicciardi.

Countess Josephine Sophie zu Fiirstenbw—.’eitr
married Prince Johann Joseph von Lieglsmsteipgigeo2!
She may at one time have been Bee? w
pil, and he must have remained in
following theZauklication of the op)

1852 by Otto Jahn
#ven (the book never
mateM # his material to the Beet-
Bxander Wheelock Thayer), the
composer had given her the manuscript of the Rondo
for piano op.51 no.2, but asked her to return it when he
found himself in need of a piece to dedicate to Coun-
tess Lichnowsky. (The Rondo was issued in Septem-
ber 1802.) In compensation, the Sonata op.27 no.2 was
inscribed to Guicciardi.> She was Beethoven’s piano
pupil around the time the two op.27 sonatas were
composed, and in a letter of 16 November 1801 to his
physician friend Franz Gerhard Wegeler, the composer
revealed that the immense sense of loneliness his en-
croaching deafness had caused him was alleviated by

1 Anton Schindler: Biographie von Ludwig van Beethoven (Miinster,

3rd ed. 1860), pp.97—99.
2 Alexander Wheelock Thayer: Thayer’s Life of Beethoven, rev. Elliot

Forbes (Princeton, 1967), p.291.

“a dear fascinating girl who loves me and whom I
love”.? This may have been Guicciardi, who was then
a girl of seventeen. However, two years later she mar-
ried Count Gallenberg and the couple went to live in
Italy. They subsequently returned to Vienna, where
Gallenberg became one of the administrators of the
Kérntnertor-Theater, and was closely involved in the
1822 revival of Fidelio.

It was the 19th-centurgawifler Wi Lenz
who confidently asserted t ni e ofMoon-
light” that be S tNab Nl assWQ) with the

cam
v 270N in the years fol-
a0 g¥0rigin to the poet and critic
al®“Rellstab cqgnpares thigmalece to a

of the
e of the Four Cantog nick-
name of Mondscheg

ago, madgOr i S Prmany scream, has no

ot i a ekact source of Rellstab’s d

tiogkNas Qo pinpointed, though thgg P
fc1Ce to We sonatMAto ight, ‘

albeit not specificall

io®on the subject of darkness
of Mozart and Beethoven, the
cillor, who has written extensi-
y on the latter composer, declares:

I would not be worth a false fifth if I were to forget the
Adagio from the Fantasy in C sharp minor. The lake
rests in the dusky moonlight; the wave pounds the dark
bank with a hollow sound; gloomy mountain woods rise
up and close the sacred region off from the world; swans
glide with whispering ecstasy like ghosts through the
waters and an Aeolian harp secretly sounds laments of
yearning, lonely love from that ruin.®

Beethoven’s pupil Carl Czerny similarly described the
famous Adagio of the Sonata op.27 no.2 as “a night

scene, where out of the far distance a plaintive ghostly

voice sounds”;® and for Lenz, too, the piece was still

3 Emily Anderson: The Letters of Beethoven (London, 1961), No.54.
4 Wilhelm von Lenz: Beethoven et ses trois styles, vol.1 (St Peters-
burg, 1852), p.225.

5  Berliner Allgemeine musikalische Zeitung No.32 (August 11, 1824),
P-274- .

6 Carl Czerny: “Anekdoten und Notizen {iber Beethoven”. Uber
den richtigen Vortrag der simtlichen Beethoven’schen Klavierwerke, ed.
Paul Badura-Skoda (Vienna, 1963), p.51.

I1



Hierbei handelt es sich um eine Leseprobe.
Daher sind nicht alle Seiten sichtbar.

Die komplette Ausgabe erhalten Sie bei Ihrem lokalen
Musikalien- bzw. Buchhandler oder in unserem Webshop.

This is a sample copy.
Therefore not all pages are visible.

The complete edition can be purchased from your local
music or book retailer or in our webshop.



to the point of similarly providing the reprise of its
theme with an inner accompaniment in smooth semi-
quavers (16th-notes). The piece itself is too substantial
to function as no more than a transition between the
scherzo and the rondo finale, but at the same time not
sufficiently worked out to stand as a slow movement in
its own right. In this, it has much in common with the
Adagio that prefaces the finale in Beethoven’s A ma-
jor Cello Sonata op.69. The main weight of the work
as a whole is, in fact, borne by the finale, whose cen-
tral episode seizes on the rondo theme’s initial falling
third, developing it at length (bars 132—-154). The same
melodic interval dominates the Presto coda, too —
though not before the slow movement’s theme has
made a brief return in its original tempo and, this
time, in the sonata’s home key.

As he was to do the following year in his “Tempest’

the minor mode throughout the twog

Sonata op:31 no.2, Beethoven maintains the dikﬁss Q
e

of the Sonata op.27 no.2, while
movement entirely in the major. It ma
this sandwicha

black’ and ‘white’
e the minuet-like central

ese\)“)\ 02

interlude as “a flower between two abysses”.” Its first
half features a written-out repeat, obviating the need
for the section to be played twice, in which the melody
is heard in syncopated form; while the reprise in the
second half offers an amalgam of the plain and syn-
copated versions. It is the latter that gives rise to the
trio, which is syncopated throughout.

In common with Beethoven’s only other work in the
key of C sharp minor, the Quartet op.131, the ‘Moon-
light” Sonata reserves the presence of a fully devel-
oped sonata form for its finale. But while in the string
quartet the finale’s second subject appears i tradi-
tional relative major (E nrior he s es both
themes of the exposition’s s ar\@e1ff. &
43ff.) in the domina 0 % j . The so-

eg@®Ind W, a¥tinrelentingly dra-
itoNd
f Wrbulence.

d one whose coda reaches

pt until t passio-

nother

ale of comparable for

Misha Donat

A0

9 Lenz: Beethoven et ses trois styles (see note 4), p.225.



PREFACE

Sources

The autograph manuscript (A) of op.27 no.2 survives
almost complete, in the Beethoven-Haus, Bonn; but
for op.27 no.1 no authentic manuscripts survive, so
that we are reliant to all intents and purposes on a
single source:

E First Edition of both sonatas (1802), published

by Cappi, Vienna.

For a full account of these sources, see Critical Com-
mentary.

Specific Editorial Problems
Wherever possible, Beethoven’s own notation,
spelling of dynamic and tempo m‘k.lgs
mgs and layout have bee :

t agd hairpins to thd

& Beethoven'’s usual <{<J>

Emporary Beethoven sources are
Flax in their application of any such
, and where one or more ties are absent in
the sources, but are obvious from the context, they are
supplied in the present edition according to the mod-
ern convention, and editorial notation is deemed un-
necessary (e.g. op.27 no.1 III 23, 288 only upper tie in E,
though all are there in 298-303; op.27 no.2 II 56/7 RH
only upper tie in A E; III 172-3 only upper tie in A).
In Beethoven’s piano music the absence of any slurs
is quite common; and it would be neither possible nor
desirable to continue every slurred pattern editorial-
ly. Often it is obvious that the legato style continues
(e.g. op.2y no.2 I 5), but sometimes we cannot be so
sure (op.27 no.1 I 4, 43 not necessarily legato despite
3, 49/50). It must therefore be clearly declared that the
absence of printed slurs by no means always indicates
that a detached style was intended or expected.

VI

Slurs to and from Repeated Notes
These occur fairly frequently in Beethoven, and have
been retained as they stand in the sources; an obvi-
ous example is the LH slur in op.27 no.1 I 78, where
clearly it would be detrimental to insist on breaking
the slur before the repeated note.

Slurs to and from Gr otes
Beethoven gen‘al
notes, or betwee

slurs round grace
in notes. The two
contexts j uld most commonly
e Vorschlaige (e.g. op.27 no.2
achschlage after trills (op.27 no.1 I11

and her

2\ o7 no.2 II1I

s were in practice
he case of Nach-
p.27 no.1 111 289.
es did write slurs in a

invariably assume
schldge wrltt

@ iNdoing so here but not th

Plrse created new ones

111 97 \ e Cri 4
feature of Beethoven’s notation that

e two hands as separate entities, giving a
ynamiq@narking to one or other, or both. Where
Beethoven appears to intend a dynamic to apply to
just one hand, we have reproduced this precisely, as

is of course crucial in respect of sf markings (e.g. op.27
no.1 III 35-6). But it is sometimes harder to justify
where the same dynamic is given to both hands at
precisely the same point. It may assist clarity, for ex-
ample in op.27 no.1 III 34 and op.2y no.2 III 2 where
the additional sf below LH removes any lingering
doubt; but where merely a general dynamic such as
pp happens to be placed in both staves, we can hon-
estly judge that this adds nothing even psychologi-
cal to the music, and reduce it to one simple marking
between the staves. All such instances are given in
Appendix 5.

Accents
In 1802 the modern, sharp accent as we know it to-
day was in its infancy. The sharp, quick accent would
more commonly appear as a staccato Strich (as, for
example, on the first of each group of a succession
of EEL). Gentler stresses were notated as hairpins,



rather longer than the modern >, and always beneath
the note, as in op.27 no.1 I 4 (= 24/8 etc). Sometimes
they are written even longer, resembling diminuen-
dos; these are the classic ‘Schubert hairpin’, but do not
occur in op.27. See note on op.27 no.x III 3, where
today the correct notation presents special problems.

Punkte and Striche
Beethoven was said (cf. Nottebohm, Beethoveniana (1872),
pp-107-25) to be punctilious about the difference be-
tween Punkte and Striche (dots and dashes), and Notte-
bohm cites two essential pieces of evidence for this:
firstly (on pp.107—9) Beethoven’s copious corrections to
the first performance parts of the Allegretto of Sym-

phony Noy, op.92, viz: J ﬂ \J\/ J (etc), secondly a

letter of 15 August 1825 to Karl Holz (Emily Ander-
hich

son, The Letters of Beethoven (1961), No.1421) in

both these is that Beethoven’s reque?
consistent: hj ato signs should 2
as Strjg

Early printed editions, however, are totally incon-
sistent, and nothing can be deduced from the inci-
dence of either one or the other. For example E of op.2y
no.1 is almost always correct (though the portato in
I 13— is printed with Striche), but in op.27 no.2, de-
spite Beethoven'’s Striche in A, almost all the staccato
is given in E as Punkte — even in the revealing and
insightful locus classicus of 111 g1—3 where, as the cre-
scendo grows, Beethoven's Striche become gradually
longer, an excellent illustration of the way his notation
typically reflected the mood of the music.

Acknowhilg ent
The staff of the Beethoven-, 0 e b{@n con-
sistently willing a u R nciltha for their
at ,

too, to the Oster-

kindness and Jafie am
ichiihe Wat ol OQge®iek for the excellent copies
e of the varjgus differcgiggrintings
t E n | have received ad g distin-
S b

hed pianists, especig
Davies, Leslie Ho )
agl 1

PERFORMANCE PRACTICE

The rules and conventions of notation provide only
a framework for a performance faithful to the com-
poser’s intentions. Every composer develops his own
personal language, which has to be learnt by the per-
former. Each period of musical history also has its
own norms which at the time were universally under-
stood (hence not notated) but which now have to be
reconstructed, resulting in keen controversy — distin-
guished artists often having diametrically opposed,
yet equally entrenched, opinions as to what the com-
poser must have intended. Musicologists sometimes
claim to have answers to the questions we would most

like to have resolved, triumphantly citing one treatise
or other, but often some evidence (usually internal, in
the music itself) crops up which then throws the al-
leged rule into doubt. In such cases we can only draw
attention to the various issues, so that the interpreter
at least gives them some consideration before making
his own artistic decisions.

Instruments and range
To a certain extent, to perform a keyboard work by
Beethoven on a modern piano is to play a transcrip-
tion of music conceived for a very different type of in-
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beat of the bar, that became a commonplace in the mu-
sic of such composers as Chopin. Even if Beethoven
intended the pianist to follow his instruction in the
‘Moonlight” Sonata’s opening movement to the letter,
and to play the entire piece with unbrokenly raised
dampers (so adamant is he about the effect he wants
that he repeats the exhortation between the staves at
the start of the piece, writing sempre pp e senza sordino),
performers using a modern instrument, with its less
focussed sound and greater sustaining power, clear-
ly need to exercise some caution. A similar mark-
ing was used as late as 1823 by Schubert in his well-
known German Dance D;83 no.;, which the pianist
is instructed to play ‘mit erhobener Dampfung’ (with
raised dampers). Schubert cannot have had an un-
changed pedal in mind - not least because the music
is divided into two distinct halves, each repeated.

vexed and notorious problem of Be
nome marks, i Qe only sonata

Qugh the marking for the

p printed in the
Dser, per er
b marks @ithin
his writing-

g to allow fo

ce need in order to
hat makes, depends
ence some metronome
marks work™m ers do not. However pious a
duty it may seem, it is therefore both naive and futile
to attempt to follow Beethoven’s metronome marks
to the letter. Subsequent authorities such as Czerny
(who of course studied with Beethoven) and Mosche-
les have attempted to lay down recommended speeds
for all the sonatas, but these are equally problematic,
and in addition worryingly distant from the compos-
er himself.

On the other hand, we can learn a lot from the
characteristics of the instruments of Beethoven’s time.
For example, the fact that both keyboard and stringed
instruments were unable to sustain as richly as ours
today, supports the notion that during the 20th cen-
tury tempi, particularly of slow movements, tended to
become too slow and even turgid.

one of the most <
= Co
ono ma i
ysers wn

Dynamics
Beethoven’s music is essentially dramatic, and dynam-
ics are therefore of the greatest importance. Where f
is followed by ff, or p by pp, it is crucial to make as big
a difference between the two as possible. Beethoven
was not much interested in half measures; mf occurs
infrequently in his music, and mp hardly ever (op.111
I 22), and similarly, where pp cresc. might seem to lead
merely to p (op.57 I 238), the effect required is instead
always molto cresc. followed by subito p. The sharp ac-

cent sf is so common in Beethoven that in uence
of sf notes he sometimesgaave@ tim viating
it to merely f, which can a 1 57 11
50-62). In his earl icle JWite rote rinf.
(op.13 I Z—2)} 1@5 a W®ole group of notes
Ut ter much rarer; instead, he oc-

teWBforzato (Op.7gal 192). T ifference

e first

i namic

f, sfp and fp is absol
unchanged after @ ile fp indicates
. y drops to p and stays

indicate an accent, s
wrote fff in his piano s
WOL Ice a 7
ig _

p off
more modern e thei

ynamics in their own

rticulation

for mud@discussion of both slurs and stac-

@)

; but a few further observations may be made here.
It is an important principle in music of this period that
repeated notes were assumed to be played non legato,
so that in such cases staccato markings were unneces-
sary; in places such as op.26 I 88-90/8—102, op.53 III
204-8, the same staccato execution as in the previous
bars is assumed. Occasionally repeated notes may
also be notated with staccato; they are then played
even more staccato than would otherwise have been
the case (op31 no.1 II 41-7).

From the context it is clear that for Beethoven, as for
Mozart, a staccato Strich also implies an element of
accent. Sometimes a Strich is placed on a note which
is then tied forwards (Mozart Symphony No.40 K550
IT 20, Beethoven Symphony No.6 III g1 Oboe); or a
Strich may be added to the first note in each group
(op:53 I 280-1, op.109 III 169—71).

Frequently Beethoven sets up a pattern, either of
slurs (op.13 IIT 1 LH) or of staccato (op.27 no.2 III 137)
or of portato (op.22 II 2), leaving subsequent bars un-
marked. He then took it for granted the performer

IX



would understand that the prevailing pattern of ar-
ticulation was to be maintained.

Accents
The modern, sharp accent written short (>), centrally
above the note, hardly existed in Beethoven’s time;
an early example of their widespread use is Mendels-
sohn’s Octet of 1825. Instead, Beethoven wrote such
short hairpins almost always beneath the note, so that
to musicians today they may look confusingly like di-
minuendi (which would bring the prevailing dynamic
downwards). For this reason, other (even Urtext) edi-
tions have preferred to rewrite them as modern ac-
cents; but this subtly alters the musical message. Prob-
ably they should be executed rather more gently than
modern accents (i.e. as leans, or stresses), more like the
also notoriously misleading, yet uniquely characterjs-
tic, Schubert hairpins. We have w;’led
notation unaltered, citin ot y b1y
instances in each respec face

Trills and oth

Joubt the most contentious a

ments

ay@orit

7,

S Ve C

Dogy 1°1/53),
read; others in-

o-F i
hrer to tiR time of o
e mark.
ence betwee two is, in

Dlossal. Whereas C.P.E. Bach
century) pronounced that trills
note, and Vorschldge are played
— the beat, by 1830 this was by no means
necessarily the case: trills now increasingly start on
the note, and grace notes are often played short and
before the beat. It is clear that Beethoven was living
in a time of transition, so that all we can say for cer-
tain is that sometimes the one will be appropriate,
sometimes the other. Occasionally Beethoven himself

notates the Vorschlag, as in op.2 no3 I 78-83, yet this
then leaves us in the dark with respect to bar 21. In
other words, when Beethoven notates a Vorschlag we
are still in doubt as to whether he is corroborating a
general principle (sometimes, due perhaps to an ac-
cidental that needs to be specified), or providing it
because it runs counter to the general principle. One
particularly interesting example of an upper-note trill
being specified — because there cannot be any other
hidden agenda —is in the Trio in B» WoO 39 (1812), writ-
ten for the 12-year-old Maximiliane Brentano, where
ote to help little

rill (which, more-
odNAd!) in a way that

Maxe, and in k‘r 8 er
over, is approa om
leaves_n & this principle in all
e v usi@@vo™® result in some very uncom-
tRlle s, e.g. Piano Concerto No3 I 193-6 or
it oncerto 111@69—309. me degree of con-

1

Beethoven adds a fingering on ey,

troversy applies to e authorities in-

hlag, some claim

2

sist every tril ) ;

a Nac al @ d yed only where writte
oNiers Qagmore flexibility accordi e
rtfgular contexts. We can onl s
the jury is still out, ()a

e A

in\@rpreter his artis
peats
in is W consensus among authorities as to

notated exposition repeats must be ob-
¥d still greater doubt in the case of second-
half repeats. However, the instruction Minuetto da capo
senza replica after the Trio of op.10 no3, opp.22 and
26 — together with other evidence — clearly implies
that in other cases, where Beethoven wrote merely
Menuetto D.C. (op.2 no.1 etc.), he assumed — contrary to

today’s normal practice — that repeats would be taken
on the da capo exactly as they were the first time. But
there is so much reluctance among performers today
to obey this principle, that one wonders whether per-
haps, different eras demand different solutions.

Jonathan Del Mar and Misha Donat



EINLEITUNG

WIDMUNG UND REZEPTION

Beethovens Sonaten op. 27, beide auf dem Titelblatt als
,quasi una fantasia” ausgewiesen, kamen 1802 bei dem
Wiener Verleger Giovanni Cappi heraus. Anders als
bei allen anderen Publikationen Beethovens, die im
selben Zeitraum entstandene Werke unter einer Opus-
nummer vereinen, sind die Sonaten unterschiedlichen
Personen dediziert: Die erste ist mit A Sua Altezza la
Signora Principessa Giovanni Liechtenstein nata Langravio
Fiirstenberg iiberschrieben, wahrend die zweite — die
sogenannte ,Mondscheinsonate” — den Namen Con-
tessa Giulietta Guicciardi tragt.

Josephine Sophie Landgrafin zu Fiirstenbw—.’eitr
war seit 1792 mit Fiirst Johann Joseaismpan L4 n
stein verheiratet. Sie konnte einst Bd ns T-
schiilerin gewesen sein, und der Kom
der Veroffentlighumgder Sonaten op. 2

ponist ihr das Manuskript des Klavier-Rondos op. 51
Nr. 2 hatte zukommen lassen, sie aber bat, es ihm zu-
riickzugeben, als er dringend nach einem der Gréafin
Lichnowsky zu widmenden Stiick suchte. (Das Rondo
erschien im September 1802.) Als Ausgleich wurde
Guicciardi die Sonate op. 27 Nr. 2 dediziert.? Etwa zur
Entstehungszeit der beiden Sonaten op. 27 war Guicciar-
di Beethovens Klavierschiilerin; in einem mit dem
16. November 1801 datierten Brief an seinen Freund,
den Arzt Franz Gerhard Wegeler, offenbarte der Kom-
ponist, dass seine durch die zunehmende Schwerho-

1 Anton Schindler, Biographie von Ludwig van Beethoven, Miinster
%1860, S. 97-99.

2 Alexander Wheelock Thayer, Thayer’s Life of Beethoven, rev. von
Elliot Forbes, Princeton 1967, S. 291.

rigkeit hervorgerufene grofie Einsamkeit durch ,ein
liebes zauberisches Madchen [...], die mich liebt, und
die ich liebe”? gemildert wiirde. Hierbei konnte es sich
um Guicciardi gehandelt haben, ein damals 17-jahri-
ges Madchen. Zwei Jahre spater heiratete sie jedoch
den Grafen von Gallenberg und ging mit ihm nach
Italien, um dann spéter nach Wien zuriickzukehren,
wo Gallenberg eine Leitungsfunktion am Kéggertor-

ie Wie-

Theater iibernahm und 1&2 mitt in
deraufnahme des Fidelio i
Der Schriftstelle ehauptete
im 19. Jahrhu t rilic®ass der Beiname
T

r
s(@ate cht lange nach Beethovens

indung mi zweiten
i d Kri-
a 1 rglich

D

cht an der wil-

16sbare Verk

er en op. 27 einging, a

er Ludwig Rellstab z
dieses Werk einer d
den Land: er ttersees in der Schweiz

i
1 r Yeiname Mondscheins-Sona

v
degvor Zw. Jahren den Kenner i C
1en , hat k&@en en U .’
exakte Fundstelle von R§@st chrei st nicht
lokalisierbar, S nstndg@elle” Theo-
e

s dem Jahr 1823 die Sona-
See (allerdings nicht ausdriick-
tersee) konkrete Erwahnung fin-
. Im Rahmen einer Erdrterung iiber Dunkelheit
und Licht in der Musik von Mozart und Beethoven

d

erklart dort die Figur des Kammergerichtsraths, der
ausgiebig {iber Beethoven geschrieben hat:

Keiner falschen Quinte wire ich werth, wenn ich das
Adagio aus der Phantasie in Cis-moll vergessen hatte.
Der See ruht in dimmerndem Mondenschimmer, dumpf
stosst die Welle an das dunkle Ufer, diistre Waldberge
steigen auf und schliefen die heilige Gegend von der
Welt ab, Schwine ziehn mit fliisternden Rauschen wie
Geister durch die Fluth und eine Aeolsharfe tont Klagen
sehnsiichtiger einsamer Liebe geheimnissvoll von jener
Ruine herab.’

Ganz ahnlich beschrieb Beethovens Schiiler Carl Czer-
ny das berithmte Adagio der Sonate als ,eine Nacht-
scene, wo aus weiter Ferne eine klagende Geisterstim-

3 Ludwig van Beethoven: Briefwechsel. Gesamtausgabe, hrsg. von Sieg-
hard Brandenburg, Miinchen 1996, Nr. 70.

4 Wilhelm von Lenz, Beethoven et ses trois styles, Bd. 1, St. Peters-
burg 1852, S. 225.

5 Berliner Aligemeine musikalische Zeitung Nr. 32, 11. Aug. 1824, S. 274.
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taktige Thema, und das Stiick hinterldsst insgesamt
den Eindruck einer Improvisation.

Ganz ahnlich wie im Mittelsatz der Sonate op. 10
Nr. 2 variiert Beethoven die Reprise des folgenden
c-Moll-Scherzos: Statt die Hiande des Pianisten wie
ganz zu Anfang streng in Oktaven zusammenspielen
zu lassen, verdunkelt die rechte Hand nun die linke
durch unruhige Synkopen. Auch hier gibt es eine Co-
da, die dem Eintritt des langsamen Satzes den Weg
bereitet.

Das Adagio teilt den Charakter und die Tonart As-Dur
mit dem langsamen Satz der Sonate Pathétique op. 13.
Die Ahnlichkeiten reichen hierbei bis hin zu der Tatsa-
che, dass bei der Reprise des Themas eine Mittelstim-
me mit sanft begleitenden Sechzehnteln hinzutritt.
Der Abschnitt ist zu reich an Substanz, um als eine
bloSe Uberleitung vom Scherzo zum Rondo-Finale zu
fungieren, zugleich aber nicht ausreichend e‘v&kel
um als eigenstdandiger langsamer S te 0
nen. In dieser Hinsicht hat er viel ge tde
gio, das den Finalsatz von Beetho
A-Dur op. 6gaaialgifet. Tatsdchlich 1

s Haupt-
gewigh snauf dem Finale, dessen

ollte, behielt

der ,,Mondscheinsonate” die Diisterkeit der Moll-Ton-
art in den Ecksétzen konsequent bei, wahrend er den
zweiten Satz vollstandig in Dur gestaltete. Diese Um-
klammerung eines ,hellen” durch zwei ,,dunkle” Stii-
cke konnte Liszt dazu veranlasst haben, das im Zen-
trum stehende menuettartige Interludium als ,eine
Blume zwischen zwei Abgriinden”’
Die erste Halfte des Allegrettos wartet mit einer aus-
geschriebenen Wiederholung auf, in der die Melodie
synkopisch gefiihrt ist; hierdurch wird die Notwen-

zu beschreiben.

digkeit umgangen, die Passage zweimal zu spielen.
Die zweite Halfte hingegen verbindet das a in

seiner urspriinglichen unc@e nkorzé m, Wo-
bei letztere auf das Trio , urcNikehend
synkopiert ist. ‘
Wie Begtho es e erk in cis-Moll,
t ,

S
‘% weist die ,,Mondschein-
inale einen ggollstandi ebilde-

a des
paral-

die ,Appassion

hov i v vergleichbarer Kraft und

raSEchq Int@ si

Misha Donat
(Ubersetzung: Gudula Schiitz)

9 Vgl. Lenz, Beethoven et ses trois styles (siehe Anm. 4), S. 225.
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VORWORT

Quellen

Das Autograph (A) von op. 27 Nr. 2 ist nahezu vollstan-
dig im Beethoven-Haus, Bonn, iiberliefert. Von op. 27
Nr. 1 haben sich dagegen keine authentischen Hand-
schriften erhalten, sodass wir in jeder Hinsicht von
einer einzigen Quelle abhédngig sind:

E Originalausgabe beider Sonaten (1802), verof-

fentlicht von Cappi, Wien.

Einen ausfiihrlichen Bericht {iber diese Quellen ver-
mittelt der Critical Commentary.

Spezielle Editionsprobleme
Wo immer mdglich, sind die Eigenheiten von Beetho-
vens Notation, seine Schliissel, d‘ @hrej
Dynamik und Tempobezei n, e
pierungen und die dufser e bej 1t
gen offenkundigen Falle
agidic. die Schreibwei

jedoch als
tigen Gewohnheiten

o,

)

Halte- und Legatobdgen

Nach den modernen Notationsregeln wird bei Akkor-
den immer nur ein Legatobogen gesetzt, dagegen so vie-
le Haltebdgen, wie die Akkorde Tone aufweisen. Dies
ist jedoch in den zeitgendssischen Beethoven-Quellen,
wie nicht anders zu erwarten, nur inkonsequent be-
folgt. Wenn also in einer Quelle ein oder mehrere mu-
sikalisch notwendige Haltebdgen fehlen, so wurden
sie in der vorliegenden Edition den modernen Regeln
entsprechend erganzt, wobei auf gestrichelte Notation
verzichtet wurde (z. B. op. 27 Nr. 1 III 23, 288 in E nur
oberer Haltebogen vorhanden, in 298—303 dagegen alle
notiert; op. 27 Nr.2 II 56/7 RH in A,E nur oberer Halte-
bogen; 111 172-173 in A nur oberer Haltebogen). In den
Quellen zu Beethovens Klaviermusik ist das Fehlen
von Bogen nicht ungewohnlich, es wire allerdings we-

X1V

der moglich noch wiinschenswert, an allen entspre-
chenden Stellen Erganzungen vorzunehmen. Haufig
ist die intendierte Fortsetzung des Legatospiels offen-
sichtlich (z. B. op. 27 Nr. 2 T 5), manchmal allerdings
kann man sich nicht so sicher sein (op. 27 Nr. 11 4, 43
nicht unbedingt legato trotz 3, 49/50). Es sei deshalb mit
Nachdruck betont, dass das Fehlen gedruckter Bogen
nicht in jedem Falle bedeutet, Non-legato-Spiel

gemeint ist od%er rtet e“
e & olungen
i n B®hoven regelmaflig und wur-
n W U men, wie sie in den Quellen stehen.
tliches Beisgiel ist der nin op. 27 Nr. 11
78 LH, dessen Unt der wiederholten
Note den Ch
wiirde.

teilig verdndern

Bogen bei Ziernote

oven setzte im Allg keg 0 i
ZN@noten oq@r zZwj n Zie
noten begeg ¥ gend nfache Vorschlédge
. B. @ 59—623der Nachschldge zu
D

r. 1 IIT 28, op. 27 Nr. 2 III 32). An

en wurden Bogen in der Praxis ausnahms-
jgesetzt, ebenso dort, wo Nachschlige wie
in op. 27 Nr. 1 I1I 289 als normale & ausnotiert sind.
Mitunter setzte Beethoven allerdings Bogen, um Un-
klarheiten zu vermeiden (z. B. op. 27 Nr. 2 III 125);
jedoch sorgte er durch sein Vorgehen, hier Bogen zu
setzen und dort keine (30/2, 127), natiirlich fiir neue
Missverstandnisse. Siehe auch die Anmerkungen zu
op. 27 Nr. 2 III 97 und 153 hinten im Critical Com-
mentary.

Dynamik
Es gehort zu den gelegentlich begegnenden Eigen-
timlichkeiten von Beethovens Notation, dass er beide
Hande als getrennte Einheiten behandelt und dynami-
sche Angaben der einen oder der anderen Hand oder
beiden gemeinsam zuordnet. Wo Beethoven offensicht-
lich die Dynamik nur auf eine Hand angewendet wis-
sen wollte, haben wir das genau so wiedergegeben,
zumal es im Hinblick auf sf oder sfp natiirlich ohne-
hin entscheidend ist (z. B. op. 27 Nr. 1 III 35-36). Diese
Vorgehensweise zu rechtfertigen féllt freilich dort, wo
die gleichen dynamischen Angaben zu beiden Han-



den an exakt derselben Stelle notiert sind, nicht leicht.
Doch kann sie aber zur Erhellung beitragen: Zum Bei-
spiel in op. 27 Nr. 1 III 34 und op. 27 Nr. 2 III 2, wo das
zusatzliche sf unter der LH alle vielleicht noch beste-
henden Zweifel beseitigt. Wo jedoch ein gewohnliches
Zeichen wie pp in beiden Systemen erscheint, konnen
wir mit gutem Gewissen davon ausgehen, dass da-
durch der Musik nicht das mindeste psychologische
Moment hinzugefiigt werden sollte; wir konnen es also
auf eine einzelne Angabe zwischen den Systemen re-
duzieren. Alle Fille dieser Art sind im Appendix 5
aufgelistet.

Akzente
1802 steckte der heute geldufige scharfe Akzent noch
in den Kinderschuhen. Der scharfe kurze Akzent er-
schien stattdessen gewdhnlich als Staccato-Strich (etwa
jeweils auf der ersten Note einer Reihe aubiﬂnde
folgender EEES-Gruppen). Weniger
wurden als Gabeln wiedergegeben @
waren als das moderne Zeichen > u
Note standep ki

(S]

e zwischen
genau unterschie-
bei auf zwei wichtige
Beleg fit Beethovens zahlreiche
Mifihrungsmaterial zum Alleg-
retto der Symphonie Nr. 7 op. 92, ndmlich J ﬂ 1dJ
(etc.), zum anderen auf einen Brief Beethovens v\c;r/n
15. August 1825 an Karl Holz (Ludwig van Beethoven,
Briefwechsel. Gesamtausgabe, hrsg. von Sieghard Bran-
denburg, Bd. 6, Miinchen 1996, Nr. 2032) mit der ein-

deutigen Aussage, J J J und J J J seien nicht das-
selbe. Indessen sind Beethovens Anweisungen hin-
sichtlich der Unterscheidung dieser beiden Zeichen
absolut eindeutig: Seine Staccato-Zeichen sollen stets
als Striche wiedergegeben werden, aufler solchen un-
ter Bogen in der Bedeutung von Portato, die selbstver-
standlich als Punkte zu notieren sind. Dieses Prinzip
bereitet weder Probleme noch macht es Ausnahmen
notwendig; entsprechend haben wir uns strikt daran
gehalten.

Friihe Ausgaben sind diesbeziiglich allerdings voll-

kommen uneinheitlich, sodass aus dem V. men
des einen oder des ande n wer-
den kann. Belsplelswelse e 1 fast
durchgehend korre nl 13-14
i e net®st), bei op. 27 Nr. 2
i vens Striche in A, nahezu
en in E als o
01=-93. Dort werden, pa g
scendo, Beethov langer — ein
' D1 d s seine Art zu notieren
u A mung der Musik w1ders[a

iter de ethoven-

zur S8, und ich
kommen und ihre Hilfs-

schiedenen Auflagen von E zukommen lies. Wich-
tige Hinweise erhielt ich nicht zuletzt von zahlreichen
herausragenden Pianisten, insbesondere Paul Badura-
Skoda, Oliver Davies, Leslie Howard, Julian Jacobson,
John Lill und Mitsuko Uchida; fiir die Mitteilung ih-
rer wertvollen Erkenntnisse, die mir bei der Entschei-
dung fiir einen zugleich moglichst zuverlassigen wie
plausiblen Notentext grofiartige Hilfe leisteten, bin ich
ihnen herzlich verbunden.

Jonathan Del Mar
(Ubersetzung: Gudula Schiitz)

XV



Hierbei handelt es sich um eine Leseprobe.
Daher sind nicht alle Seiten sichtbar.

Die komplette Ausgabe erhalten Sie bei Ihrem lokalen
Musikalien- bzw. Buchhandler oder in unserem Webshop.

This is a sample copy.
Therefore not all pages are visible.

The complete edition can be purchased from your local
music or book retailer or in our webshop.



Angaben iiber Anwendung und Nichtanwendung des
Pedals zu machen, etwa an Stellen wie dem Beginn
des Finales der Sonate op. 27 Nr. 2, wo das anfangli-
che Wirbeln der aufsteigenden Arpeggien con sordino
zu spielen ist, so dass die ,schaukelnde’ Staccatofigur
in der linken Hand, die die Begleitung bildet, deutlich
hervortreten kann, wiahrend die explosiven, die Ar-
peggien unterbrechenden Akkorde mit senza sordino
bezeichnet sind. Jene Anweisung fiihrt ein kurzzei-
tiges Vibrieren des Klaviers herbei und verleiht den
Akkorden grofieres Gewicht.

Eine weitere bemerkenswerte Pedalvorschrift findet
sich in den Takten 163-166 mit ihren weitlaufigen Ar-
peggien in zwei parallelen Taktpaaren. Das erste wird
con sordino gespielt, das zweite dagegen mit aufge-
hobenen Dampfern. Wiederum erhélt hierdurch der
zweite Teil dieser stiirmischen Passage groieren Nach-
druck, und dieser wird dadurch noch zuséili.l unx
terstrichen, indem die Notenwerte d

den Arpeggios im Vergleich zu del
verdoppelt sind.
Die Spielagiugi

Zu gewisse PeTsen: War es Beethovens Absicht,
dass der Spieler im Wortsinn das Pedal vom Beginn
bis zum Ende des Stiicks gedriickt hélt, oder mein-
te er einfach nur, dass man durchgehend vom Pedal
Gebrauch machen sollte? In der Tat mochte Beetho-
ven den Klang ineinander fliefender Harmonien; man
braucht sich nur an die bekannten nebelartigen Klan-
ge im Rondothema der ,Waldstein“-Sonate op. 53 zu
erinnern, die geschrieben wurde, nachdem der Kom-
ponist seine Pedalangaben vereinfacht und préziser
gestaltet hatte. Zur Zeit der ,,Mondscheinsonate” hin-
gegen hitte ihm seine Methode, selbst wenn er es an-
gestrebt hatte, nicht erlaubt, jene Art des , Auf-und-
Ab“-Pedalisierens anzuzeigen — zuweilen mit einem
Pedalwechsel bei jeder Zahlzeit —, wie er fiir die Mu-
sik von Komponisten wie etwa Chopin iiblich wurde.

Selbst wenn es Beethovens Absicht war, dem Spieler
eine wortwortliche Befolgung der Vorgabe zum Kopf-
satz der ,Mondscheinsonate” nahezulegen und das
ganze Stiick mit dauerhaft gehobenen Dampfern spie-
len zu lassen (schliefSlich beharrte er so nachdriicklich
auf dem zu erzielenden Effekt, dass er die Anweisung
zwischen den Notenzeilen am Anfang mit den Worten
sempre pp e senza sordino wiederholte), so miissen In-
terpreten, die ein modernes Instrument mit weniger
scharfem Klang und grofierer Tragkraft des Tons nut-
zen, sicherlich eine gewisse Vorsicht walten lassen. Eine
dhnliche Vorschrift wandte Schubert nochg g Jahre
1823 in seinem bekannteI‘De chen “%Nn 7
1 e

an, die den Pianisten anw

t en amp-

nes Pedal
t haben — nicht
ick in zwei unterschiedli-

alften ze

lem der Beet-
spielt in den Klavier-

o drgerliche Rolle wie so
Cie er mit Metronomza sa
i einli e

itten ngaben

fung” zu spielen
konnte Schub@#n

let 3 Gl ‘oF
jeWeils derholend

ie Un\@verlassig-

en abgedruckt ist. Tatsdchlich wird jeder, ob Kom-
ponist, Ausfithrender oder Notenschreiber, der abge-
schottet und bequem an seinem Schreibtisch sitzend
Metronomangaben festlegt, erbarmungslos in die Falle
tappen und versdaumen, der Musik den Raum zuzuge-
stehen, den sie tatsdchlich braucht, um ,atmen’ zu kon-
nen. Welcher Spielraum sich ergibt, hangt vom Cha-
rakter des Stiicks ab; manche Metronomangaben sind
mithin realisierbar, andere nicht. So sehr es wie eine
fromme Verpflichtung erscheinen mag — es ware naiv
und sinnlos zu versuchen, Beethovens Metronom-
angaben buchstabengetreu Folge zu leisten. Spétere
Autoritiaten wie Czerny (der ja Schiiler Beethovens war)
und Moscheles haben versucht, Empfehlungen fiir die
Tempi samtlicher Sonaten zu geben, doch sind diese
ebenso problematisch und obendrein beunruhigend
weit entfernt vom Komponisten selbst.

Im Gegensatz hierzu kénnen wir von den Eigen-
schaften der Instrumente aus Beethovens Zeit viel
lernen. Das Faktum, dass sowohl Tasten- als auch
Streichinstrumente weniger kraftig waren als unsere
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heutigen, unterfiittert die Ansicht, dass im Lauf des
20. Jahrhunderts die Tempi, insbesondere in langsa-
men Sétzen, tendenziell zu langsam oder gar schwiils-
tig gewahlt wurden.

Dynamik
Beethovens Musik ist durch und durch dramatisch,
insofern sind dynamische Angaben von allergrofiter
Bedeutung. Wo einem fein ff oder einem p ein pp folgt,
ist der Unterschied zwischen beiden so deutlich wie
moglich zu gestalten. Halbherziges interessierte Beet-
hoven zudem wenig; mf findet man in seinen Werken
selten, mp so gut wie gar nicht (op. 111 I 22). In dhn-
licher Weise gilt, dass dort, wo die Angabe pp cresc.
vermeintlich nur zu p fiithrt (op. 57 I 238), der gefor-
derte Effekt stattdessen stets ein molto cresc. mit an-

bei Beethoven so verbreitet, dasie.oei iggr
von mehreren sf-Noten al A 2\ aug
abkiirzend ein blofies fn 0 s 2 UnkK
heiten kommen kann (op. den frithen
itionen begegnet r wifig ein rinf. (op. 13
Qauf eine ganze Notengrup

dr-

en spateren Werk
enigerg@/erw

elegeifllich 3z g
ten hied zwischen
beiden bezeichnen einen
bchende mi h

b aber wechs i
, das sch i 1t
rwendete

gen dolce und cantabile behandelte
rerrals eigenstandige dynamische Angaben; in-
sofern beeintrachtigt das in neueren Ausgaben oft hin-
zugesetzte p deren Charakter.

Artikulation
Bindebdgen und Staccato-Angaben werden im Vorwort
(vgl. dort) ausfiihrlich diskutiert, doch seien einige wei-
tere Beobachtungen hier angefiihrt. Ein wichtiges Prin-
zip in der Musik dieser Zeit war, wiederholte Noten
selbstverstandlich non legato auszufiihren, so dass in
diesen Fallen Staccato-Zeichen iiberfliissig waren; an
Stellen wie in op. 26 I 88—90/98—102 und op. 53 I1I 204~
208 wird dieselbe Staccato-Ausfiihrung wie in den vor-
hergehenden Takten als gegeben vorausgesetzt. Wenn
gelegentlich Tonrepetitionen mit Staccato-Zeichen ver-
sehen sind, dann sind diese noch kiirzer zu nehmen
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als beim Non-legato-Spiel (op. 31 Nr. 1 II 41—+47).

Aus dem Zusammenhang heraus ist klar, dass fiir
Beethoven, wie auch fiir Mozart, ein Staccato-Strich
zugleich eine Art Akzent implizierte. Bisweilen ist ein
Staccato-Strich iiber einer Note platziert, die an die
nachst folgende angebunden ist (Mozart, Symphonie
Nr. 40 KV 550 II 20; Beethoven, Symphonie Nr. 6 III
91 Oboe), oder es konnen auch Striche zur jeweils
ersten Note einer Gruppe hinzugefiigt sein (op. 53 I
280-281, op. 109 111 169-171).

Haufig fiihrte Beethoven Bogen (op. 13 III 1 LH),
Staccato-Striche (op. 27 Nr. 2 111 der Portato-An-
weisungen (op.zz 2) g Is Generalanwei-
sung ein und i ol n T@kte unbezeichnet.
An solch 11§ scllte s, dass der Ausfiih-

en waa: da¥ntsprechende Artikulations-

0

Wi anzuwenden war.

=011l

=

Der heute gels ggger der Note plat-
zierte @ aNR _o¥fzent (>) wurde zu Beetho
N cNlkca g¥vendet; ein friihes Beispi e

dichgen Gebrauch ist Mendel u

ahr 1825. Beethoven ae

G¥heln dies@ Art imm
dass sie dem @O Ausf
weisd @ ersc

den verwirrender-

v deWautstarke mindern wirde). Aus die-
se B¥'1st das Zeichen in anderen Ausgaben (sogar
olchen Wit Urtext-Anspruch) in einen modernen Ak-

zent riickverwandelt, wodurch sich freilich der musi-
kalische Aussagegehalt unterschwellig dndert. Wahr-
scheinlich sollte das Zeichen ein wenig sanfter (bei-
spielsweise im Sinne einer Betonung) als ein moderner
Akzent ausgefithrt werden, etwa in der Art wie die
bekanntermaflen ebenfalls irrefiithrenden und doch so
charakteristischen Gabeln bei Schubert. Wir haben Beet-
hovens Notierungsweise unverdndert iibernommen,
wobei auf samtliche eventuell mehrdeutige Stellen im
jeweiligen Vorwort hingewiesen wird.

Triller und andere Verzierungen
Im Hinblick auf die Interpretation von Beethovens
Werken ist dies zweifellos der umstrittenste Bereich.
Einige Experten behaupten, dass C.P.E. Bachs Versuch
iiber die wahre Art das Clavier zu spielen (Teil 1, Berlin
1753), den Beethoven sicherlich besafs und gelesen hat,
als mafigeblicher Bezugstext zu sehen ist; dagegen be-
stehen andere darauf, dass Hummels Ausfiihrliche theo-
retisch-practische Anweisung zum Piano-Forte-Spiel, 1828
erschienen und somit Beethovens Musik zeitlich na-



herstehend, relevanter sei. Problematisch ist, dass das In gleichem Mafie kontrovers werden auch Nach-

Ausmaf3 der Unterschiede zwischen beiden Texten schldge diskutiert. Einige Experten bestehen darauf,
hinsichtlich der Verzierungen immens ist. Wahrend dass jeder Triller mit einem Nachschlag abzuschlie-
C.P.E. Bach (und andere im 18. Jahrhundert) versicher- Ben ist, Andere behaupten, ein Nachschlag solle nur
ten, dass Triller mit der oberen Note beginnen und dann gespielt werden, wenn er auch notiert ist, Dritte
Vorschldge lang und auf den Schlag gespielt werden schliefflich gestatten diesbeziiglich mehr Freiheit in
sollen, war dies 1830 keinesfalls Pflicht: Triller starte- Abhidngigkeit vom jeweiligen Kontext. Uns bleibt mit-
ten nun vermehrt mit der Hauptnote und Vorschlags- zuteilen, dass sich die ,Jury’ in dieser Frage mit einer
noten wurden kurz und vor dem Schlag ausgefiihrt. Entscheidung noch zuriickhélt und der Interpret sein
Zweifellos lebte Beethoven in einer Ubergangszeit, eigenes kiinstlerisches Urteilsvermdgen aktivieren
und so konnen wir mit Bestimmtheit nur sagen, dass muss.

manchmal das eine, manchmal das andere angemes-

sen ist. Gelegentlich schrieb Beethoven Vorschlédge aus, Wieder‘al en

etwa in op. 2 Nr. 3 I 78-83, mit Blick auf Takt 21 ladsst Auch hierbei besteht im Exge r ne igkeit

uns dies dennoch im Dunkeln. Mit anderen Worten: dariiber, ob inner XPUkiti notierten
Sz

Wenn Beethoven einen Vorschlag notiert, bleibt noch Wiederhglun a ch ren sind; beziig-
immer unklar, ob er ein allgemeines Prinzip bestatigt i erNRlu zweiten Teil bestehen noch
(manchmal vielleicht aus dem Grund, daswi. Vorg el Wie Anweisuge Minuettq po senza

zeichen zu spezifizieren ist), oder ob s a epligg j8Weils nach dem Trio ROz op. 22
ausschreibt, weil er dem allgemeine @ T- 26 macht (zusam % ighen) je-
lauft. Ein besonders interessantes B doch deutlich, da sd¥er schlicht Me-
mit der oberen.nlake er sei an- nuetto D. hrieb, davon ausgehen

1
ki eMnsatz zur heute tiblichen
dig@Wieder gen im Da capo so a t

n el rsten DWchg nter

unserer Zeit herrscht jeSc olch Unlust,

dieses Prinzi i C folgerf@dass man

sic aNRfr s3Pob vielleicht verschiedene
e h che Losungen erfordern.

Jonathan Del Mar und Misha Donat
(Ubersetzung: Axel Beer und Gudula Schiitz)
E 1 193—196 oder im
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Allegro vivace
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Alla Damigella Contessa Giulietta Guicciardi

Sonata quasi una Fantasia

Ludwig van Beethoven

°2

op. 27 n
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EXPLANATION OF SOME SIGNS AND CONVENTIONS

USED IN THE CRrRITiICAL COMMENTARY

The system of pitch notation adopted simply indicates the
number of whole octaves higher than middle ¢ (c?). As-
cending in fifths, then, we have g° d', a', e} descending,
f, bb,. Upper case (capital) letters are only used to denote
sources.

Notes are counted including tied notes (e.g. n.2 may be
tied to n.3), but excluding grace notes. In the case of a
chord at, say, n.3, the top note is n.3a, then n.3b, and so
on. If on the other hand the writing is more contrapun-
tal, the entire upper line may be designated RHa, the
lower RHb.

Vers.I indicates an original version, subsequently revised.
Vers.Il may then signify either the final version, or an in-
termediate one later altered to the final version (Vers.III).
LvB = in Beethoven’s handwriting.

81-4 = 81 to (through) 84

81/4 = 81 and 84

Therefore: 95—-6 = both 95 and 96

But: 95/6 = one marking (e.g. a slur) that startg in 95 and
finishes in 96. (
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SOURCES

OP. 27 NO. 1

A

Autograph score, possibly used as Stichvorlage for E (or there
may have been a copyist’s score in between), lost since Beet-
hoven’s lifetime. The only surviving authentic source for the
work is therefore:

E

First Edition, published by Giovanni Cappi, Vienna in March
1802 (PL. No.878). Unusually, the name of the engraver (Joh.
Schéfer) appears on the first page of music. In the earliest copies,
both the plate number and even the publisher’s name are absent;

(e

OP.
at ( x 22¥@cm) 410 in
ark manuscript

no binding. There

tten in Beethoven’s usual dark-brown
any revisions and corrections, with some
whole bars crossed out and replaced. The pedal markings in III
were evidently added later; they are in very light brown ink,
and the ink-stroke is much thicker than in the remainder. Es-
sentially A gives us the final text of the work; only one material
revision came later (dynamics in I 27-8), but one note in II 19 is
obviously wrong in A and remains in question, while III 163-6
has no slurs in A, probably added by Beethoven later.

A facsimile of A, also including six pages of sketches, was
published by Universal Edition in 1921 with a preface by Hein-
rich Schenker. A new and beautiful colour facsimile, with ten
pages of sketches, was published in 2003 by the Beethoven-
Haus, Bonn in two volumes; the second contains a facsimile
of E and a commentary by Michael Ladenburger. Curiously
both facsimiles have virtues and drawbacks: the 1921 is printed
in uniform black so that light markings (e.g. pedal in III 7)
show up perfectly clearly, but the slur in I 48 is hardly there at
all and ink smears in III 143 obscure the notes entirely; the 2003

40

otherwise, the first regular ones give the publisher’s address
as Piazza di S' Michele No.5, while in later ones the numbering
has changed to No.4, and still later copies read simply In Vienna
presso Gio. Cappi without any address. Several copies of E have
been examined, from early ones without the publisher’s name
or plate number to late Titelauflagen with no address; in all, the
musical text is identical.

Given the loss of A, we are fortunate that E was prepared
with admirable care; o ob notes are evident, nor

viogys wr
even clear omis@ns s\ the case in E of op.27

no.2. \

rejRcts the cqgur ty mo

markings are e ther g
U e T S mmeNgary, p.66), there are three
h uspect th®# A was probably not the
or E, but there was a copyist’s score (B) in be-

wise expect) corresponding to page-ends in E; sec-
ondly, it was uncommon for a publisher to return to Beethoven
an autograph manuscript which he had supplied to them for
use as Stichvorlage (the exception is op.57); finally, the only
plausible explanation for the notation in E J J inI32 LH is
that presumably there was in B a line-chang\e/at the half bar
(cf. note on III 37).

E

First Edition, published by Giovanni Cappi, Vienna in March
1802 (Plate No.879). This time (cf. op.27 no.1) all known copies
show the publisher’s name; otherwise, the three different pub-
lisher’s imprints are as above. Again copies with each different
title-page have been examined, but all show the identical musi-
cal text.

Numerous corrections to the plate are evidence of the care
that was taken with the accuracy of the basic notes of the text,
and very few wrong notes remain. But some slurs and a fair
quantity of dynamics are simply missing in E, while more worry-
ing are a few additions which seem likely to derive only from
the publisher, without Beethoven’s personal involvement: an
odd slur in I 30 (simply error, perhaps), staccato in III 110/33,
note-grouping in III 186, and (most seriously) the note in II 19.
See notes on all these bars below.



OP.27 NO.1

3,23 LH: slur only on basis 27, but also of course bar 1
etc.; 65/9 may be assumed simile.

6 RH:n.3 double stems (2+2) in E, but probably insignif-
icant, adjusted on basis 30/4, 72. See also III 5-6, 138.

6 LH: n.2 sf on basis 7, 30-1, 72-3; rf in E, doubtless
error. Cf. III 206.

7 RH: n.3 sf on basis 31/5, 73/7; at 4th J in E, doubtless
error.

7/8, 31/2, 35/6, 73/4 RHa: slurs inconsistent as our text in E,
probably corrupted. Some modern editions split 35/6,
73/4 at barline, but still fails to match 7/8; any adjust-
ment could go either way.

8 RHb: n.5-6 slur on basis 32/6, 74.

8 LHb: slur above notes (!) in E, hence end not quite
clear (could be n.4? see facsimile on p.36), byt @prob-

ably n.5, cf. also continuous slur i Q

below, however.

RHb: 15 last six notes slur clea

€ 4

15/9

Bar 1 is an upbeat bar; the strong bars are 2, 6, 10 etc.

411 n.2 no stacc. in E despite 55; the two places are not
wholly analogous, and the omission is surely cor-
roborated in 55" RH.

42-4 Only RH stacc. in E; Beethoven quite often marked

stacc. only in RH, and almost always it may be as-
sumed to apply also to LH.

I

I1

17/8

24, 66

267

31

32/6, 74

38, 40

78

86

86

54-5
541
66

72/3

w
e eate!
ma umed.
f Q@arf@at 39 n.l in E (not 38 R

LH: portato (to match 13/4) cannot be assumed, for
this time no portato in RH, so the analogy is false.
RH; 70 LH: n.2 hairpin on basis 4, 28.

LH: n.1 stacc. in many modern editions, but not in
E; since just this once RH is not portato, the analogy
of 2-3, 22-3, 64(-5) is not compelling.

RHa: n.5-6 slur on basis 7 and 77 LH, also 35, 73.

LHb: slur to n.4 (despite bar 8, qv)) from 744n E, where
printed below notes, and clear; 32/6 a notes, end
much vaguer (giv@) oul , and since
RH slur # 8, no regho L matcl\§, better to
follo .
H: nores,
u;

stacc. is not notated,

as in some

edftions).
LH: stacc. on basi
bluTe®9—6 matching

LH: man i
8, p: | e parallel 6ths there
oleg Ore than the horns-like falli
, s@®hat the analogy is not com
B ven generally did not not Sl r a
en ; s i E:

The only stacc. in E is as our text; some modern edi-
tions add more. Similarly:

Some editions add p to match 54!, but the analogy
is false; arguably, decresc. continues to 55" n.2 pp.
Placing of cresc. in E as our text, but almost certainly
intended from beginning of bar.

LH: no ties or slur in E; apparently intentional, for
both in RH are there.
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149

161
169
194
206
217
218/20

223-4

5-6 etc.

8, 16/8 etc.

Concerto No.4 I 149, where V1 1 n.2 g (despite 1.FI
n.6 g#) and 151 1.Fl, V1 2 n.4-5 f5 (despite Vla n.6 fz),
or Mass in B minor Kyrie bar 18 1.Fl, 1.0b n.1, 3 gz
(despite VcB n.2 gt). I am grateful to Julian Jacobson
for pleading the case for the validity of the authen-
tic text.

LH: slur vague in E, some editions from n.2, but
probably from n.1 with the new phrase. Cf. Piano
Concerto No.1 III 376.

RH: n.2 sf on basis 162-4; f in E, but reduction in
dynamic unlikely.

LH: n.3 stacc. on basis 173/7.

LH: Nachschlag on basis 28, 109.

RH: n.3 sf on basis 40 etc,; rf in E, certainly (as in I 6)
error.

Both sf on basis 51; f fin E.

RH: n4 stacc. in E, omitted on basis 52-4 (and 223,
i.e. not 222 n.4), all clear and consistent in both hands
that stacc. excludes upbeats.

n.4 f in E; some modern editions sf to mat

bars, but since these are two extra, i

and our only source

e senza sordino. Since senza
s 2., this has been replaced (as
throughout; see III 2 etc., and Preface) by the mod-
ern symbol %a.
Beethoven took great trouble (or rather, insisted that
the publishers take great trouble) to eliminate all am-
biguity and ensure that the final Dis played after the
last triplet ). E was originally engraved with the final
ﬁ often directly above D (surprisingly, also appar-
ently in 6, 24 where the two noteheads overlapped),
and the plate correction is clearly visible in 5-6,
23-4, 60-5 — though not 42-3/6-7 where J remains
slightly to left (!) of the last ). Presumably Beetho-
ven reckoned the principle was clearly enough es-
tablished.
Many slurs in E extend further to right than the last
note, and in some modern editions this is perpetu-
ated (though never with any method or consistency)
as if it could in some way respect Beethoven’s wishes.

af@other
rte he‘

276

282

283

285

285

287
291

o

e?

are without exact analogy. In 57-61 the dynamic
technically remains p (despite repeated reminders in
58-9), but here the two new note-pairs 223/4, 224/5
are an equally new, genuine f before the alternating
sf p pattern resumes in 225/6 (= 57/8).

RH: the omission of {° in n.1 may seem surprising,
but is consistent with the new general sf and the new
phrase starting from this point.

Curiously (possibly due to shortage of space), no in-
dication in E of the new 3/4 time signature.

cresc. here on basis 2, 18; above LH n.2 in E, but
certainly only due to lack of space below RH n.2.
See 283; again, cresc. here on basis 4, 20; from 3rd J"
in E.

LH: cf. 20 abovef@ere d) slur no-
tated as our text i
RH: n4st f- dubitably there.

H: 2 ; ag
t n e,

icy E; perhaps 304 n.2 f is migadge, or perhaps
er iS the purest conjectile. é

modern editions print
ut as our text in E.

The thinking seems to be that the slurs of RHa should
also encompass RHb; but such dual-function slurs
are foreign to his notational conventions, and there
is no evidence in either A or E, such as clear slurs
curving or pointing down more than usual in order
to embrace the final triplet f, that he wanted any such
special effect. Beethoven’s slurs in A are no different
from those known throughout his oeuvre: they are
drawn high above the melodic line to which they
refer, and frequently extend beyond the last note, as
if he is always thinking forwards. The fact that these
mean nothing special or enigmatic, but are purely
and simply the way Beethoven wrote, is apparent
(in general) in many works where such slurs are fol-
lowed in the next bar by a rest, and (in this move-
ment) from equally long slurs whose function is pa-
tently normal, such as in 33/5 and the first slur in 67.
RH: editions generally add =, but in the sources
these grammatical rests drop in and out (cf. 23, 42);
slavish adherence to rules seems rather to vitiate
the spirit of the work.
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12 RHb: with only a single source at our disposal, there 37 RHb: slur clearly as our text in A (absent in E, surely

can be no doubt that n.5 is b, though some prefer error). Read as n.2-3 in some modern editions (cf.

the astringent cs; see Irwin Fischer: A note in op.27 38-9, but here the off-beat is bumpy), but had Beet-

no.2, Music & Letters (1951) pp.45-6. hoven wanted this, he surely would not have intro-
16/8, 52/4 LH: slur rather vague in A (see facsimile on p.37; duced the new voice (a, with double stems) from here.

from n.2, perhaps, matching 28-31?), and 16 hardly 37 RHDb: n.3 r in AE, brief excursion into 12/8 notation

before n.2 in E; the strongest evidence in favour of for the sake of clarity.

n.l1-4 is 18, 52/4 in E where probably originally en- 44/5 RHa: slur from E and on basis 7/8. Ambiguous in A:

graved n.2-4, corrected in proofs back to n.1. 44 slur far into margin, but 45 (new line) new slur
20 LH: n.1b d#(!) in both A,E, so patently an impossible from n.1.

error (the note was not even on Beethoven’s piano) 48 LH: slur from A, but only faint (ink ran out soon

that we have exceptionally allowed the correction after beginning of stroke), hence absent in E.

to e# to stand without editorial brackets. 48/9, 58/9 In Beethoven crescendo ... p glways signifies subito p
20/1 RHa: line-change in both A,E, hence slur ambiguous (not al p).

(barwise, perhaps?), but cf. 7/8, 44/5, 49/50, probably 52/4 Here@nl ve), we encounter the

one slur intended. more fi TO of Be§poven’s hairpins, which
25 See facsimile on p.37; due to mixed alignment in A, oWl starting further to left than

possible (by reading only RHb) to misread placing realiled ight), or the upper arms peak at a

of cresc., but certainly intended from LH n.1. ; t place from the lower, or they are simply

25 LH: typically (see 8 etc. aboveﬂo. slur alano inconsiste
n.lin A, but certainly gasume inlde 3 i
(like RH), as in E.
® A )

(often res in E). In A they appear
ee h J, 54 at or just before
: nd basis 16/8 where A is
27/8 decresc. p from E, e B); nei- 3 ly 1

ther (= Vers.Il) is in A @ n.l p (subito! 6 beside LHa n.1, but als
Wbelow) is on an YT, superseded page of Perhaps the only place it ¢
ers.] of bars 27-36. Placing ofgggcr Some editions se
6.

)

ely as ourgext in E, T Be
T

Sc. O s 0 P
r aggbi! y of nd p V this is retaine
y intended itiogss, ierhaps Beethoven meant
oMy in RH, th&® only in LH (! though clear-

annot make sense). It could seem especially con-
vincing due to the fact that in 62 he originally wrote
between staves (as our text), then scratched this

out; but his reason was certainly that due to RH
n.1-3 stems and beams between staves, his ——
could seem to start only from n.4. In 63/5 this prob-
persuasive evidence of revision, and lem would be especially acute, forbidding any ==
¢ Cf. identically op.28 IV 9-11/3-5 etc. beyond half bar. In 64 there was no space above

of0ds slur n.2 (e°) -n.4a (J ct!) which seems il- RH (due to 62 LH c4). E = our text in 62/3 but = A
logical and is not in A; surely not revision, but error. in 64/5.
35 RH: slur in A apparently extended towards 36 n.1, 64-5 RH: barwise slurs from A and on basis 62-3; all one
but not even nearly connected, so more likely merely in E, perhaps due to ambiguity (line-change?) in B.
a quirk of the ink in the pen. 66 RH: slur vague in E, but clearly from n.2 in A.

44



Beethoven'’s wording in A was La prima parte solamente una volta,
but for publication it was replaced in E, doubtless with Beet-
hoven’s approval, by senza repetizione (as op.26 II already in A).

10/4

19

7, 108

13, 114

14, 115

19-20

21, 116

22-4, 72-7 etc.

LH: n.1 stacc. derives solely from 14 in A (even this
not in E), so remains to some extent in doubt, though
surely encouraged by 11-2/5-6, just as 2, 6 match
3-4, 7-8.

RHb: n.2 d) in A, inevitably error on various grounds,
corrected in plate of E to e(;), consequently the only
viable authentic reading. Yet it is hardly plausible
that db was Beethoven’s error for e(}). The presence
of the accidental (for » would be wholly unnecessary)
more likely implies that Beethoven meant to write
dt — a much more interesting note than E’s e}, surely

ly here, obvious
tained throu
d 16/8) which are pa-
one sf is marked; hence
Cin 7-8 etc.

A, but whose omission in E (like
many dynamics in this movement) was surely an
error. 102-15 identically = 1-14, hence the analogy
compelling, so (on the other hand) E’s text is con-
ceivable if perhaps Beethoven revoked cresc. in 7.
LH: n.5-8 stacc. only from 114 in E; both bars only
nl-4in A.

LH: n.1 always double stems in AE, stacc. only be-
neath g, but obviously applies to both notes.

RH: line-change in A, page-break in E, but clearly
enough barwise in A (only just past last note 19,
Beethoven’s normal way of writing, 20 clear new slur
from n.1), as unambiguously in E.

RH: 3-note slur from 116 in A,E (where unambiguous),
also on basis 71/5/9, 167 (71 also vague in A, but clear
in E); 21 vague in A, could be read as n.3-4, as in E.
In many editions the hairpins are too long;
clearly as our text in AE.

I1

22
32

33
38

supplied at the last moment by an attentive pub-
lisher — and only omitted the (then) necessary » be-
fore 20 n.1 because it was already there. Cf. similar
progression in op.10 no.2 II 76.

RH: slur vague in E, but clearly to n.2 in A.

LH: n.1 stacc. on basis 30 (and RH, though this only
in E).

LH: n.2c 7 is not in A, nor 35 }, but both in E.

RH: n.2 no sf in sources (42 is not analogous).

41/2, 49-51, 55/6, 57/8 LHa: ties from E and on basig pattern in

(S
el O\oe

eQ"

41
43, 137

rtly due to

37-40 established in A these notd

lack of space. In@)56 b rossed out
lest it be misread fe@t L 0 55/6, Q8 ties in A
clearly \{ a . See Preface.

also missing

basj 119/ A
(a , SO 4 —— —
h\@ken’s gversig See 172-4.
d b 130/3; E, doubtless

:n2 W) inE, probably (despite 132) only due
to line-ch;r%e at half bar (like 75 LH, n.2 ff\r in E);
Jin A.

LH: n.9, 13 notated dt in sources (not cx).

n.1 p essentially from 137 where both AE unambig-
uous (p clearly to left of n.1). We would therefore
expect n.1 p also in 43; and indeed this was origi-
nally clear in A before Beethoven added a long stem
to gz, (in lower stave) which unfortunately passes to
left of p. Hence p at n.2 in many modern editions,
and 137 altered to n.2 to match this in some. Only an
edition by Kendall Taylor (Melbourne, 1989) makes
the correction to n.1.

45-8, 138-42 RH: notated double stems in A, 45-8 also in E,

but surely without significance (cf. 49-56, 143-50,
also 43-4, 137).

53 n.5 =56, 141-2 LH: n.1, 5 no stacc. in sources, though may

73-4
80-2

81
95

in practice be assumed from 47-8.

RH: n.1-2 slur on basis 72, also 22-4 etc.

LH: no hairpins in sources, but phrasing may in prac-
tice be assumed to follow 22-4, 72-7 etc.

cresc. in A, missing in E, doubtless error.

RH: 1st grace note # from E; not in A (97 is), but
probably assumed from 94 n.1.
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APPENDIX 1
SUSPECTED ERRORS

The following are the most significant places in op.27 where an error in the sources is at least suspected. All are discussed in the
Critical Commentary above.

a) Places where the text in the sources has nevertheless been b) Readings in the sources which have been amended:
retained:
op.27 no.1
0p.27 no.1 111
I 74 LH: n.1 stacc.
78 LH: n.5-6 slur? 218/20 RH: n.4 stacc.
II op.27 no.2
66 cresc. from LH n.1? I o
20 LH: n.1b dz()
111
6 RH: n4 stacc.?
7,10 sf (instead of f)?
304/10  fand/or ff? °® e
0p.27 no.2 ‘ b e
I

27 decresc. at 2nd J? ( O e

II

19

Q the is tIRg the gex the sources is judged to [{Aco e op. III 108, 142,
fes on a ove.

Saﬁ‘?

APPENDIX 2
ALTERNATIVE READINGS

The text presented in this edition is naturally the one considered most likely to correspond to Beethoven’s intentions, as discussed
and justified by the arguments in the Critical Commentary. However, there are a number of places where a different reading could
possibly be advocated on the basis of exactly the same evidence. Accordingly, we present the most important of these here for the
benefit of those interpreters who may wish to select the text that best suits their own personal preference. All are additionally dis-
cussed in the Critical Commentary above.

op.27 no.1 II
1 14 LH: n.1 no stacc. in E (if so, also 10)
16 RHa: slur to n.5? [if so, also 20] 32 n.1 no stacc. in A
111 111
149 LH: slur from n.2? 7 no cresc. in E (if so, also 108)
21 RH: slur n.3-4 in A?, E
0p.27 no.2 110 RH: n.1 stacc. in E [if so, also 9]
I 125 RH: n.1-2 slur in A?
20/1 RHa: barwise slurs in A,E? 133 LH: n.1-2 stacc. in E [if so, also 38]
52/4 ——— peak later in A 163-6 No slurs in A
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APPENDIX 3
OP.27 NO.1: INCONSISTENCIES IN E

Despite the evident care and meticulousness with which E was prepared, the text of op.27 no.1 inevitably still contains a number
of inconsistencies. The present edition aims as far as possible to adhere to the precise text handed down in the only surviving source,
and hence takes a strict line, often retaining inconsistencies rather than ironing out what could have been genuine idiosyncrasies of
Beethoven’s text — a process which can all too easily throw the baby out with the bath-water, as in some modern editions. However,
for those interpreters who find any of these variants merely illogical, the following list serves as a guide, with which they can select
the text that best suits their personal preferences. All are discussed in the Critical Commentary; an asterisk (¥) indicates that the
discussion is found under the bar number of the parallel passage.

I 111
7/8, 31/2  RHa; 77/8 LHa: slur broken at barline, but 35/6, 73/4 23 RH: slur n.10-11, n.12 tie tognext bar, but 288 slur
RHa not n.10-12, no tie

8 LHb: slur (twice) to n.5, but 32/6, 74 to n.4 76 cresc @ut
32/6, 74  RHa: new slur from n.5, but bar 8 (twice) not (*see
7/8)

2 e\ e\‘O
(O e

are given in our score otherwise warrant no

3rd beat slur opWl N II 77 LH: n.4-6 slur
.1 stacc. 149 LH: articulation
slur
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op.27 no.1
I

9

36/7

39

71

79

86

II

1
17
41
721]
125
132

APPENDIX 5

DYNAMICS IN BOTH STAVES

In the following places both staves have the same dynamic at the same time in the sources, but in the present edition this has been
judged superfluous, and reduced to one.

70
80
pp 112
f 116
f 138
pp (cf. 5) 155
pp 193
pp 217
278
290
p 292
p 300
p
5: oo
-\
44/5

pined l\p zesm order to ensure prec\eulﬂ@ See also

pp
f
f
P
f

ff
p

eike!

p ir.1 AE e
pp in AJE O“
2%
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